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“There are only two or three human stories, and they go on repeating
themselves as fiercely as if they bad never happened before.”
—Willa Cather, in O Pioneers!

n the long run, one of the most influential books

of the 20th century may turn out to be Joseph
Campbell's The Hero with a Thousand Faces.
The ideas expressed in Campbell’s book are

having a major impact on storytelling. Writers are
becoming more aware of the ageless patterns which Campbell identifies,
and are enriching their work with them.

Inevitably Hollywood has caught on to the usefulness of Camp-
bell's work. Filmmakers like George Lucas and George Miller ac-
knowledge their debt to Campbell and his influence can be seen in
the films of Steven Spielberg, John Boorman, Francis Coppola, and
others.

It’s little wonder that Hollywood is beginning to embrace the
ideas Campbell presents in his books. For the writer, producer, director,
or designer his concepts are a welcome tool kit, stocked with sturdy
instruments ideal for the craft of storytelling. With these tools you can
construct a story to meet almost any situation, a story that will be dramatic,
entertaining, and psychologically true. With this equipment you can
diagnose the problems of almost any ailing plot line, and make the
corrections to bring it to its peak of performance.
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These tools have stood the test of time. They are older than the
Pyramids, older than Stonehenge, older than the eatliest cave paintings.

Joseph Campbell’s contribution to the tool kit was to gather the
ideas together, recognize them, articulate them, name them, organize
them. He exposed for the first time the pattern that lies behind every
story ever told.

The Hero with a Thousand Faces is his statement of the most persistent
theme in oral tradition and recorded literature: the myth of the hero.
In his study of world hero myths Campbell discovered that they are all
basically the same story, retold endlessly in infinite variation.

He found that all storytelling, consciously or not, follows the an-
cient patterns of myth and that all stories, from the crudest jokes to the
highest flights of literature, can be understood in terms of the Hero’s
Journey: the “monomyth” whose principles he lays out in the book.

The pattern of the Hero’s Journey is universal, occurring in every
culture, in every time. It is as infinitely varied as the human race itself and
yet its basic form remains constant. The Hero’s Journey is an incredibly
tenacious set of elements that springs endlessly from the deepest reaches
of the human mind; different in its details for every culture, but funda-
mentally the same.

Campbell’s thinking runs parallel to that of the Swiss psyﬁholo—
gist Carl G. Jung, who wrote about the archetypes: constantly repeating
characters or energies which occur in the dreams of all people and the
myths of all cultures. Jung suggested that these archetypes reflect different
aspects of the human mind — that our personalities divide themselves
into these characters to play out the drama of our lives. He noticed a
strong correspondence between his patients’ dream figures and the com-
mon archetypes of mythology. He suggested that both were coming from
a deeper source, in the collective unconscious of the human race.

The repeating characters of world myth such as the young hero, the
wise old man or woman, the shapeshifter, and the shadowy antagonist
are the same as the figures who appear repeatedly in our dreams and
fantasies. That's why myths and most stories constructed on the mytho-

logical model have the ring of psychological truth.
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Such stories are accurate models of the workings of the human
mincl, true maps of the psyche. They are psychologically valid and emo-
tionully realistic even when they portray fantastic, impossible, or unreal
events,

T'his accounts for the universal power of such stories. Stories built
on the model of the Hero's Journey have an appeal that can be felt by
everyone, because they well up from a universal source in the shared
unconscious and reflect universal concerns.

T'hey deal with the childlike universal questions: Who am I? Where
did I come from? Where will I go when I die?> What is good and what is
evil? What must I do about it? What will tomorrow be like? Where did
yesterday go? Is there anybody else out there?

The ideas embedded in mythology and identified by Campbell in
Ihe Hero with a Thousand Faces can be applied to understanding almost any
human problem. They are a great key to life as well as a major instrument
[or dealing more effectively with a mass audience.

If you want to understand the ideas behind the Hero’s Journey,
there's no substitute for actually reading Campbell’s work. It’s an experi-
ence that has a way of changing people.

It's also a good idea to read a lot of myths, but reading Campbell's
work amounts to the same thing since Campbell is a master storyteller
who delights in illustrating his points with examples from the rich store-
house of mythology.

Campbell gives an outline of the Hero’s Journey in Chapter IV,
“T'he Keys,” of The Hero with a Thousand Faces. I've taken the liberty of
amending the outline slightly, trying to reflect some of the common
themes in movies with illustrations drawn from contemporary films and
a few classics. You can compare the two outlines and terminology by
examining Table One.




T Wiimie's Jourmy = Trmn Horron

Christopher Vogler

TABLE ONE
COMPARISON OF QUTLINES AND TERMINOLOGY

The Writer’s Journey

Act ONE

Ordinary World

Call to Adventure

Refusal of the Call

Meeting with the Mentor
Crossing the First Threshold
Act Two

Tests, Allies, Enemies

Approach to the Inmost Cave
Ordeal

Reward
Act THREE

The Road Back

Resurrection
Return with the Elixir

The Hero with a Thousand Faces

DEPARTURE, SEPARATION

World of Common Day
Call to Adventure

Refusal of the Call
Supernatural Aid

Crossing the First Threshold
Belly of the Whale

DESCENT, INITIATION, PENETRATION
Road of Trials

Meeting with the Goddess
Woman as Temptress ;
Atonement with the Father
Apotheosis

The Ultimate Boon

RETURN

Refusal of the Return
The Magic Flight

Rescue from Within
Crossing the Threshold
Return

Master of the Two Worlds

Freedom to Live

A Practical Guinn

I'm retelling the hero myth in my own way, and you should feel free
10 do the same. Every storyteller bends the mythic pattern to his or her
own purpose or the needs of a particular culture.

T'hat's why the hero has a thousand faces.

A note about the term “hero”: As used here, the word, like

" ” “ 2]
L'I(’L"l'()l' or poet, may refer to a2 woman or a man.

THE HERO’S JOURNEY

At heart, despite its infinite variety, the hero’s story is always a journey. A
liero leaves her comfortable, ordinary surroundings to venture into a chal-
lenging, unfamiliar world. It may be an outward journey to an actual place: a
labyrinth, forest or cave, a strange city or country, a new locale that becomes
the arena for her conflict with antagonistic, challenging forces.

But there are as many stories that take the hero on an inward
journey, one of the mind, the heart, the spirit. In any good story the hero
prows and changes, making a journey from one way of being to the next:
from despair to hope, weakness to strength, folly to wisdom, love to hate,
and back again. It’s these emotional journeys that hook an audience and
make a story worth watching.

The stages of the Hero’s Journey can be traced in all kinds of
stories, not just those that feature “heroic” physical action and adventure.
The protagonist of every story is the hero of a journey, even if the path
leads only into his own mind or into the realm of relationships.

The way stations of the Hero’s Journey emerge naturally even when
the writer is unaware of them, but some knowledge of this most ancient
guide to storytelling is useful in identifying problems and telling better
stories. Consider these twelve stages as a map of the Hero’s Journey, one
of many ways to get from here to there, but one of the most flexible,

durable and dependable.
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THE STAGES OF THE HERO'’S JOURNEY THE HERO'S JOURNEY

1. OrRDINARY WORLD

2. CALL TO ADVENTURE

3. REFUSAL OF THE CALL | j ACT 111

4. MEETING WITH THE MENTOR ) , IHTURN

5. CROSSING THE FIRST THRESHOLD '

6. TEsTs, ALLIES, ENEMIES

7. APPROACH TO THE INMOST CAVE

8. ORDEAL

9. REWARD (SEIZING THE SWORD)
10. THE Roap Back

ACT I
SEPARATION

I. Ordinary World

12. Return with Elixir

(Denouement)
/ 2. Call to Adventure
(Inciting incident)
I'l, Resurrection

2 he Call
((’,linmx) 3. Refusal of the

4. Meeting with

11. RESURRECTION the Mentor

10, T'he Road 5. Crossing
12. RETURN WITH THE ELIXIR e e Theeshold

6. Tests, Allies,
Enemies
THE HERO’S JOURNEY MODEL 9. Reward
7. Approach

ACT II B ACTII A
INITIATION DESCENT

Crisis Climax 8. Central Ordeal

(Midpoint, Death, and Rebirth)

ACTII

Approx. 30 screenplay pages

60 screenplay pages 30 screenplay pages
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I. THE ORDINARY WORLD

Most stories take the hero out of the ordinary, mundane world and into
a Special World, new and alien. This is the familiar “fish out of water”
idea which has spawned countless films and TV shows (“The Fugitive,”
“The Beverly Hillbillies,” Mr. Smith Goes to Washington, A Connecticut Yankee in
King Arthur’s Court, The Wizard of Oz, Witness, 48 Hours, Trading Places, Beverly
Hills Cop, etc.).

If you're going to show a fish out of his customary element, you
first have to show him in that Ordinary World to create a vivid contrast
with the strange new world he is about to enter.

In Witness you see both the city policeman and the Amish mother
and son in their normal wortlds before they are thrust into totally alien
environments: the Amish being overwhelmed by the city, and the city cop
encountering the 19th-century wotld of the Amish. You first see Luke
Skywalker, hero of Star Wars, being bored to death as a farmboy before he
sets out to tackle the universe.

Likewise in The Wizard of Oz considerable time is spent to
establish Dorothy’s drab normal life in Kansas before she is blown to
the wonderworld of Oz. Here the contrast is heightened by shooting the
Kansas scenes in stern black and white while the Oz scenes are shot in
vibrant Technicolor.

An Officer and a Gentleman sketches a vivid contrast between the
Ordinary World of the hero — that of a tough Navy brat with a drunken,
whore-chasing father — and the Special World of the spit-and-polish Navy
flight school which the hero enters.

2. THE CALL TO ADVENTURE

The hero is presented with a problem, challenge, or adventure to
undertake. Once presented with a Call to Adventure, she can no longer
remain indefimitely in the comfort of the Ordinary World.

Perhaps the land is dying, as in the King Arthur stories of the
search for the Grail, the only treasure that can heal the wounded land. In
Star Wars, the Call to Adventure is Princess Leia’s desperate holographic
message to wise old Obi Wan Kenobi, who asks Luke to join in the quest.
Leia has been snatched by evil Darth Vader, like the Greek springtime
goddess Persephone, who was kidnapped to the underworld by Pluto,

10
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Lol the dead. Fler rescue is vital to restoring the normal balance of
e, :

I many detective stories, the Call to Adventure is the private eye being
ol 1 take on a new case and solve a crime which has upset the order of
i A good detective should right wrongs as well as solve crimes.

I revenge plots, the Call to Adventure is often a wrong which must
tight, an offense against the natural order of things. In The Count
' Monte Cristo, Edmond Dantes is unjustly imprisoned and is driven to
bape by his desire for revenge. The plot of Beverly Hills Cop is set in
I stion by the murder of the hero’s best friend. In First Blood Rambo is
\itivated by his unfair treatment at the hands of an intolerant sheriff.
I romantic comedies, the Call to Adventure might be the first
wicounter with the special but annoying someone the hero or heroine
will be pursuing and sparring with.

I'he Call to Adventure establishes the stakes of the game, and makes
(ﬂ* ear the hero’s goal: to win the treasure or the lover, to get revenge or right
W wiong, to achieve a dream, confront a challenge, or change a life.

] What's at stake can often be expressed as a question posed by the
. Will E.T. or Dorothy in The Wizard cjf Oz get home again? Will Luke
_ﬁltll(‘ Princess Leia and defeat Darth Vader? In An Officer and a Gentleman,
will the hero be driven out of Navy flight school by his own selfishness
andl the needling of a fierce Marine drill instructor, or will he earn the
v’ t‘fght to be called an officer and a gentleman? Boy meets gitl, but does boy
get girl?

3. RerusaL ofF THE CALL (THE RELUCTANT Hero)

'his one is about fear. Often at this point the hero balks at the threshold
ol adventure, Refusing the Call or expressing reluctance. After all, she is
[acing the greatest of all fears, terror of the unknown. The hero has not
yet fully committed to the journey and may still be thinking of turning
back. Some other influence — a change in circumstances, a further offense
against the natural order of things, or the encouragement of a Mentor
— is required to get her past this turning point of fear.

In romantic comedies, the hero may express reluctance to get
involved (maybe because of the pain of a previous relationship). In a
detective story, the private eye may at first turn down the case, only to
E B take it on later against his better judgment.
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